"Ornament," for example, are showstoppers, and some quite tangibly illuminate the program of the buildings for which they were designed, such as the bubbly shapes for the Midway Gardens that evoke the patrons' fizzy drinks (See figure 2). As a result, the pieces of design become some of the most surprising and unpredictable items on view, which made them some of the real magnets for visitors. The exhibition reminds us that although Wright relished his unique artistic gifts applied to individual projects, the idea of design-and the possibility of putting his stamp or signature on mass-produced items-became a key preoccupation for him, particularly in the postwar era. Despite public statements to the contrary-in a famed 1957 interview with Mike Wallace he declared that he did not fear death-Wright had to be keenly aware of his mortality, particularly after 1945. 3 The idea that design and the manufacture of small-scale objects and decor on a mass scale could function as the conduit for perpetuating his legacy as a designer long after his death is a subtle theme running through the exhibition that could have been pushed much further, as it preoccupied Wright throughout his life. Nonetheless, the show illuminates a few of these moments in his career that have not received much attention, such as the apparently well-marketed American System-Built houses from 1915 to 1917. Here, Wright's insistence on control of all aspects of his projects, even in what were to be essentially pattern-book Prairie-style houses, is brought to the fore with his meticulous schemes for the interiors. The section "Building Systems" including these projects, however, is tucked into a back room at the end of the exhibition and deserved to be highlighted more prominently.
Most significantly, the show demonstrates that design constitutes arguably the most political aspect of Wright's work. The section "Ecologies and Landscapes" examines an undated graphic designed for Jens Jensen's environmentalist group Friends of Our Native Landscape, probably from the mid-1910s, which includes Wright's handwritten notations for various symbols representing the prairie, weeds, seedpods, and Indian swastikas that index the politically contested aspects of the Midwestern landscape. Here we can see parallels between Wright's artistic thought and the politically charged natural imagery used by Art Nouveau designers contemporaneously in Nancy and in Barcelona, suggesting that rooting within definitive geographies was key to the sustained global development of modern architecture and design.
only Spyros Papapetros's catalog essay provides us with an analysis of how design played a central role in Wright's conception of organic architecture, demonstrating that Wright deferred many ornamental motifs to later projects because of economic concerns. 5 These shortcomings, however, do not detract from the overall achievement of the exhibition, a veritable smorgasbord for enthusiasts of Wright, modern architecture, and design alike.
